Ae 
4 Oronp S o>} 
Ards 














The OL English Edition. Wo. rviti. 


Sx SON Gs 


BY 


DR. J GBD B Low, 


SELECTED FROM THE 










fev tt LONE AINGLICUS, @r700. 


EDITED BY 


Ce Po AIR | Gauri Ee. 






LONDON : 


JOSEPH WILLIAMS LIMITED, 
32 GREAT PORTLAND STREET, W. 1. 





M DCCCC. 


Made and printed in Great Britain. 





ibtetace. 





HE object of this Edition is to present in an accessible 
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OHN BLOW is said by most of his biographers to have been born at 
North Collingham in Nottinghamshire, in 1648. But as the investi- 
gations of Mr. W. Barclay Squire have shown that there is no entry of his 
name, nor of that of any of his family, in the North Collingham registers, 
the probability is that Anthony Wood was well-informed when he notes that 
“Dr. Rogers tells me that John Blow was borne in London” [ Dict. of 
National Biography]. He was one of the first set of Children of the 
Chapel Royal appointed after its re-establishment by Charles II. in 1660. 
Here he was trained by Captain Cooke, having as fellow-pupils Pelham 
Humphreys and Michael Wise. He is also said to have been taught by 
Hingeston (Oliver Cromwell's organist), and his tomb-stone mentions that 
“he was Scholar to the excellent musician Dr. Christopher Gibbons.” 
Anthems composed by Blow were sung at the Chapel Royal while he was 
still a boy, for the words of three anthems by him are contained in Clifford’s 
“Divine Services and Anthems,” 1663, and the anthem, “I will always give 
thanks,” known as the Club Anthem, was written by him with Turner and 
Humphreys, probably while they were choristers together. Pepys mentions 
having heard “ Blaew” sing on August 21, 1667, when his voice had broken 
and he had left the Chapel. 

The events of Blow’s life may be briefly summed up in a chronicle of 
his musical appointments. He was appointed Organist of Westminster 
Abbey, 1669 [this post he resigned in 1680 to his pupil, Henry Purcell]: 
Gentleman of the Chapel Royal, March 16, 1673-4: Master of the Children 
of the Chapel Royal, 1674: Organist of the Chapel Royal, 1676: Member 
of the Royal Band and Composer: in Ordinary to James II., 1685 : Almoner 
and Master of the Choristers at St. Paul’s Cathedral, 1687 [these appoint- 
ments he resigned in 1693 to his pupil, Jeremiah Clarke]: he was re-elected 
Organist of Westminster Abbey on Purcell’s death in 1695: and in 1699 
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he was appointed Composer to the Chapel Royal, with a salary of £40, 
afterwards raised to £73. His degree of Doctor of Music is said to have 
been a Lambeth degree conferred by Archbishop Sancroft. 

Dr. Blow died at Westminster on Oct. 1, 1708, and was buried in 
the North Aisle of the Abbey. He had married (Sept. 4, 1674) Elizabeth, 
only daughter of Edward Braddock, Gentleman of the Chapel Royal; ‘she 
died Oct. 29, 1683, aged 30. Three daughters, Elizabeth, Katharine, and 
Mary, survived him, two sons having died in childhood before their 
father. 

[Fuller particulars about Dr. Blow’s life will be found in Mr. Squire’s 
article in the Dict. of National Biography (from which the facts and dates 
given above are mostly taken); also Burney’s and Hawkins’ Histories, and 
Rimbault’s Cheque-book of the Chapel Royal. ] 

Of all the neglected English composers of merit, Blow perhaps is the 
most undeservedly forgotten. The reason for the neglect with which his 
music is treated is not hard to find. In his lifetime (as-ever since) he was 

‘overshadowed by his great pupil, Henry Purcell. Even in some of the 
complimentary verses prefixed to his Amphion Anglicus he is particularly 
praised for being Purcell’s master, and now-a-days the few who care to study 
late 17th century music very properly turn to Purcell rather than to 
the less important composers for examples of the best that the period could 
produce. In addition to this, not much of Blow’s music is easily obtained ; 
comparatively little was printed in his lifetime, and that is now rare, and little 
has been printed since—only I believe some services and anthems in Boyce’s 
Cathedral Music, and some edited by Vincent Novello, and a little song 
printed by Hullah. Very probably also Burney’s severe remarks on Blow’s 
music may have deterred students from taking much trouble about becoming 
acquainted with it. 

Burney, it will be remembered, deals particularly severely with Blow in 
his History [Vol. III. p. 447, &c.]: and though an examination of his strictures 
shows that they contain much truth, yet the reader is left with the impression 
that Blow has been treated rather unjustly. What Burney says is too long 
to quote in full, but the following passages show the tendency of his 
criticisms. “I shall point out a few instances of his great, and, to my con- 
ceptions, unwarrantable licentiousness, as a contrapuntist :” “I am as sorry to 
see, as to say, how confused and inaccurate a harmonist he was :” “ Though 
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there are strokes of pathetic and subjects of fugue in Blow’s works that 
are admirable; yet I have examined no one of them that appears to be 
wholly unexceptionable, and free from confusion and crudities in the counter- 
point:” in the Anthem, Lord, how are they increased, “there are licenses 
in the harmony which look and sound quite barbarous. Indeed, these 
crudities are so numerous as to throw a doubt on his learning as well as 
genius. Whether they are notes of passion, effusions of an unruly spirit, 
or of ignorance and affectation, I will not venture to determine; but to my 
ears they have the full effect of jargon and want of principles.” 

No one can object to Burney’s stating his opinions (although they are 
expressed in stronger language than he generally permits himself to use), 
especially as he illustrates his criticisms with several: pages of “specimens 
of Dr. Blow’s crudities.” But he seems to single out Blow and hold him 
up for our special disapprobation for what he regards as faults, as if they 
were peculiar to him, and not the result of the tendency of the music of the 
period. Burney’s point of view (that of the music-master of 1789).is very 
instructive, but he apparently fails to recognise that music towards the end 
of the 17th century was in a transitional state, and that Blow and his con- 
temporaries were constantly trying experiments in writing, some of which 
were successful while others were not. Some of them are accepted in 
modern music, while some have not been heard for two centuries. 

Of the crudities which Burney selects from Blow’s works, there are 
few which cannot be paralleled from the writings of Purcell and other com- 
posers of the time: of the rest some are evidently misprints in the old 
editions or faults in the figuring of the bass, due to slovenly proof-reading, 
or carelessness in copying on the composer's part: one, at-least, is an im- 
portation of Burney’s own and does not exist in the original authority. 
Some of the devices {such as the clashing of a natural and a sharp to the 
same note in the same chord) were recognised as regular in music of the 
period, and had been accepted for a hundred years, though now not gene- 
rally used; others (such as the chord of the 13th*) were commonly used 


@ This chord has bad a much interrupted history. It was used experimentally as a duly 
prepared discord in Elizabethan music; the first example that 1 know being in a /udica me 
Domine hy the elder Alfonso Ferrabosco. It was in common use for pathetic effects by the 
composers of the Restoration period ; Matthew Locke, Pelham Humphreys, and Purcell, all use 

as well as Blow. In Burney’s time it was disused, being regarded by him as a barbarism, 
against which he always pfotests. It has reappeared as something typically modern in the music 
of this century. 
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then and had been known for a hundred years, and are approved at the 
present day, though they were not admitted in Burney’s time. 

Nevertheless it must be owned that there remain some of Blow’s 
crudities which are frankly hideous, and one is bound to recognise that he 
had not that absolute certainty with which a genius like Purcell placed his 
chords and calculated his effects, and which makes us accept as right 
Purcell’s harshest combinations. And when we find that Burney condones 
in Purcell what he cannot tolerate in Blow, his position is intelligible, and 
most musicians will to a great extent agree with him. 

The songs contained in the present volume present not unfavourable 
specimens of Blow’s secular music, which, it must be remembered, he did 
not himself esteem so highly as his sacred music. To his ‘ Church Services 
and Divine Compositions” (he says in the Dedication of the Amphion 
Anglicus to the Princess Anne) “I have ever more especially consecrated 
the Thoughts of my whole Life. All the rest I consider but as the Blossoms, 
or rather the Leaves ; those I only esteem as the Fruits of all my Youthful 
Raptures in this Art: With them, I hope calmly and comfortably to finish 
my days.” 

In preparing the music for this volume the Editor has altered the 
time-signatures in the triple-time movements, which in the original are all 
marked 3i, except where it is otherwise stated. Some emendations have 
been introduced into the text, which will be found duly noted in the 
proper places: a few obvious misprints have also been silently corrected. 
The songs are printed in the keys in which they appear in the ‘‘ Amphion,” 
but probably most if not all of them would be more effective if they 
were transposed a tone lower. No expression marks have been added, but 
occasionally a suggestion has been made as to the time : the original contains 
ne such directions. The Editor is responsible for the filling in of the 
accompaniments, the songs in the “ Amphion” being printed with only the 
voice-part and a figured bass. 


A few notes on the songs are added. 


NOTES ON THE SONGS: “IN. THIS VOLUME. 


1. Zhe tawr Lover and hts Black Mistress. \he time-signature in the 


original is printed as oF 
4 


On page 3, at the words “unhappy me,” will be found examples of 
what appears to be the figure known as the “Scotch snap,” in which the 
tirst of two succeeding notes is shortened, and what is taken from that note 
is added to the value of the second. This figure so constantly occurs in 
the music of Purcell as well as of Blow, and indeed in all the music of the 
period, that it deserves a brief note 

If it is sung in strict time exactly as it is written, a jerky effect will 
be produced which is very appropriate to Scotish dances, but is exceedingly 
ugly in vocal music. I do not know if any tradition survives as to the proper 
treatment of this figure in performance, but it is evident (I believe) that 
Purcell and Blow did not intend a “snap” at all. I believe that they in- 
tended a stress to be put upon the first note (that which is written as the 
short note), perhaps even meaning it to be lengthened to more than the 
value of the second note, but. leaving the exact interpretation to the taste 
of the singer. 

An examination of some of the passages where this figure occurs in 
Purcell’s Orpheus Britannicus, and elsewhere, shows that (not counting 
divisions and florid passages of mere vocal display) they fall, roughly 
speaking, into two classes*. i. Where there are dissyllables accented on the 
first syllable (and sometimes words of more syllables accented on the penul 
timate) and the accented syllable has a short vowel sound (such as ‘* never,” 
“pity,” ‘“ perish,” &c.), the composer adopts in his musical setting the stress 
as it falls in the spoken word. Here the singer will exercise his judgement 


* There are other passages where the ‘“‘snap” occurs, among them some which seem meant 
to suggest roughness, as in ‘rattling numbers,” and some Hunters’ Music in Blow’s “ Venus and 
Adonis,” which should. no doubt be performed exactly as they are written. But by far the 
greater number of instances fall into one or other of these two classes. 
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as to how far he will venture to reproduce it in singing. ii. Passages where 
the words are expressive of sighing, softness, languishing, and the like: 
as, for example, ‘pity me,” “ah I die,” ‘soft and humble verse,” “let 
the sweet lute its softest notes display;” and, as here, “unhappy me.” 
In many of these places it seems probable that the composer’s intention 
was to suggest a.sigh; in which case the introduction of the “snap” 
would be most infelicitous, suggesting as it does a sound quite unlike 
a sigh. 

In all cases it would probably be better for practical purposes to print 
the short note as an appoggiatura: as, indeed, has been done to some extent 
in some editions of old music. For example, in Messrs. Novello’s Octavo 
Edition of Gluck’s “Iphigenia in Tauris,” p. 91, the ‘‘snap” appears in 
the accompaniment and an appoggiatura in the voice-part. This makes it 
plain to the most careless singer that he is to avoid the jerky effect of the 
Scvtch snap, which is almost always undignified and often ridiculous ». 


3. Rise, mighty Monarch. This is headed “Solo for a Bass alone.” 
It is part of a New Year’s Song beginning, “My trembling song awake,” 
which is to be found in the British Museum (Addl. MSS. 33287): a frag- 
ment of it (not including this song) is also in the Bodleian Library (MS. 
Mus. c. 26). Only part of the song was printed by Blow in the Amphion 
Anglicus, and this part only is given in the present volume. 4 

The date given by the British Museum MS. for the performance of the. 
Ode is Jan. 1, 1684, while the Bodleian MS. calls it “A New Year’s Song, 
1683.” But as the allusions in it are evidently political, and probably refer 
to Monmouth’s rebellion, a more likely date would be Jan. 1, 1685-6. The 
author of the words (whoever he may have been) succeeded in introducing 
into his Ode as curious a mixture of Bible and Classical Dictionary, 
Alleluia and Io Pzan, as I have ever met with. 

Blow must have written this song for a Bass singer with a voice of - 
large compass, perhaps for Gostling, for whom Purcell composed the anthem, 
They that go down to the Sea in Ships. With this anthem Blow’s song 
has one point in common in the descent of two octaves on the words 


> In the 18th century the real “Scotch snap” became a very common device in music, 
and Burney complains of its excessive use in Italian Opera (Hist. IV. p. 457). 
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“tumbled headlong down.” This practice of making the voice move high 
or low in its compass when the words express an idea of height or depth, 
is not (it seems) approved by modern musicians, and it may not be out 
of place to quote what Hullah says on the subject in his excellent Lectures 
on Musical History (Transition Period), p. 217. After speaking of Hum- 
phreys, he says: ‘‘ Moreover, a very serious error of taste first made its 
_ appearance about this time, no sign of which I discern in the writings of 
Humphreys, but which disfigures some, and some too of the best, works. 
of the greatest of his successors, Purcell. This, which shows itself in an 
extravagance of expression which amounts almost to musical punning, arises 
from a very false though not uncommon view both of the powers and the 
purposes of Musie. Music is a highly suggestive, but not an imitative, art. 
Musicians have at times lost sight of this. truth; and, misled by certain 
seeming analogies, they have turned the powers of sound to improper uses, 
and not content with portraying or suggesting by particular successions 
of notes: particular states of feeling, they have tried to mimic the actions 
of man and the lower animals, and even the changing appearances of in- 
animate nature. 

‘“Two examples will sufficiently illustrate my meaning. Purcell (gene- 
rally so very felicitous, so true to nature and art, in his expression) opens 
his anthem, Zhey that go down to the Sea tn Ships, by a descending musical 
passage of two octaves. And a little further on he presents us with the 
words, ‘They are carried up to heaven and down again to the deep’ 
[giving the musical examples]. 

“Now I do not think there is any true analogy between ‘going down — 
to the sea’ and going down the scale; between being ‘carried up to heaven’ 
by the force of the winds and waves, and being carried up to the top of 
one’s voice by any influence whatever. Nor is there any obvious resem- 
blance between the fearful chasms of a rolling sea—the ‘deep,’ as it is sub- 
limely called in the Scriptures—and a very exceptional and often ludicrous 
note at the bottom of a bass voice,” and so on. 

I quote this passage because it probably represents modern feeling on 
the subject; in order to contrast it with the teaching of the old musicians, 
let us turn to Morley (Plaine and easie Introduction, ed. 1608, p. 178). 
“Moreover, you must have a care that when your matter signifieth ascend- 
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ing, high heaven, and such like, you make your musick ascend: and by the 
contrarie where your dittie speaketh of descending, lowenes, depth, hell, 
and others such, you must make your musicke descend. For as it will bee 
thought a great absurditie to talke of heaven and point downward to the 
earth: so it will be counted great incongruitie if a musician upon the 
words he ascended into heaven should cause his musick descend, or by the 
contrarie upon the descension should cause his musick to ascend.” Morley, 
it is plain, was troubled by no doubts as to the correctness of the analogy 
between a high note and a high place. As a matter of fact there may be 
no analogy, and yet that may be no sufficient reason for rejecting the con- 
vention of centuries. The association between ascent and rising notes is 
undoubtedly one that exists and has probably existed ever since notes were 
written on staves’. There is no need to expound the common-sense of 
Morley’s rule; any one can test it for himself by setting it at defiance and 
observing the “incongruitie” of the result. 

With regard to the other imitative effects alluded to by Hullah, it may be 
noticed that he himself prints the fine song, “ Ye twice ten hundred deities,” 
expressing for it the admiration which it deserves, and making no objection 
to the succession of what he calls ‘‘ puns” which it contains. The fact is of 
course that the beauty or otherwise of these effects depends upon the manner 
in which they are treated. It is absurd to condemn wholesale rules which 
Purcell has accepted, which are inoffensive in themselves, and which may 
often be useful to composers in suggesting hints as to how to treat a passage 
in a beautiful and appropriate manner, just as the necessity of finding rimes 
may suggest a beautiful idea to a poet. 


4. The Self-Banished;, out of Waller. A Minuet. This little Minuet 
is (so far as I know) the only song by Blow which has been reprinted in 


¢ Hullah calls this punning: 1 should prefer to call it an idiom. There is always 
a tendency to speak of height and lowness in reference to matters where no idea of height 
or lowness is really present, merely because the scale or gauge by which they are measured 
offers to the eye an appearance of height or lowness. This may be illustrated from the way 
in which we speak of fluctuations of temperature with reference to the thermometer, &c. But 
apart from the appearance of notes on the stave (which may have a great deal to do with the 
connexion of height with high notes) the degrees of the Scale have always suggested the steps 
of a staircase (as the name implies): and to a singer at any rate there can be no doubt which 
is the top of the staircase. 
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a modern collection. It was included by Hullah in his “58 English Songs 
of the 17th and 18th Century,” and has I believe appeared elsewhere. The 
original reads “that when” for “than when” in the second line. 


5. What 7st to us. There is only one flat in the signature in the old 
edition, and I have made no alteration. On page 22, the original reads 
“grove” and “shades” for “shade” at the first and second occurrence of the 
word. There is a setting of these words as a duet by John Bishop in the 
Bodleian Library (MS. Mus. c. 26). 

It seems to be usual to make some sort of apology for the florid orna- 
ments. introduced into the declamatory songs of the period. Blow’s passages 
for vocal display are perhaps somewhat lacking in ease and fluency, but even 
Purcell is blamed to some extent for admitting the ornaments which the taste 
of the period required. Hawkins attributes the presence of these ornaments 
to the want of musical learning of the singers. ‘ Before the introduction 
of the Italian opera into England, the use of the vocal organs was but 
little understood; and as to what is called a fine manner, the best singers 
were as much strangers to it as they were to the shake, and those many 
nameless graces and elegances in singing now so familiar to us; for which 
reason it is that we see in many of Purcell’s songs the graces written at 
length, and made a part of the composition.” (History, ed. 1875, p. 754.) 
I do not know how far this may be true, but it is certain that the effective- 
ness of these passages rests entirely with the singer. A beautifully trained 
voice is necessary to do them justice, and without it they can give no 
pleasure. They should be sung lightly and without appearance of effort or 
premeditation, for any suggestion of laboriousness would make them detest- 
able. And it must be remembered that they are not part of the composition. 
They are like the caligraphist’s flourishes which add nothing to the sense, 
but are evidences of a trained hand and eye. They are of course interesting 
from an antiquarian point of view as typical of a certain period, but beyond 
this, if properly given, they are not lacking in a grace of their own which 
should make them agreeable even to a modern audience. 


6. Shepherds deck your Crooks. This song and chorus would appear to. 
be part of some Masque or Entertainment. There is in the Amphion 


12 


Anglcus a duet (with solo) beginning, “ Bring, Shepherds, bring the kids 
and lambs,” which is of a very similar character and is in the same key. 
If this is another extract from the same entertainment, as is very likely, 
it is evident from the words that it was composed in honour of some 
wedding. 


Che Cable. 


ee ce Pianeees 

PAGE 

1. THe Fair Lover anp nis Biack MIsTREss_. : ‘ I 
2. FLAVIA GROWN OLD 8 
3. Rise michty Monarcn : ; ; : ; 12 
4. THE SELF-BANISHED 16 
5. WuatT Is’r TO US : : : : 18 
6. SHEPHERDS DECK YOUR CROOKS : ; 26 











ACK MISTRESS. 


<4 


Ee AND His: BI 


FAIR LOV 


x 
4 


duel 


© 
se 2] 
cot 
Sas 


dont des 








: ‘i Hie 
ee | P we ih a 
mil mM) 
oe ont. ° 
He ip 2 a AW all) oa 
a 5 
il HIN = ik ihe 
| Ine ri 3 
N ‘ >) ' hy KY q il 

Ali © nan hh ene i | 

at Ih i 
lim ile : 
NBN \ bo ‘ Ik \ ff 2 

' % 

ii I : eT Ua 
OH 2 ie 
HY og te I | a Hite 
bili HT TT S ih *. ( : 
. tC HH} 2 

ale nan eR TT | 


ll 
=| ee lil 
eects , wil} = 
i ah S HES 
1 
TiN NI ul ll 
LL tT 





i 
Ne . 
: - 
iY \ ; \ sy ' 
NN yi i 
h e 
ia Tr om 
YU | 
cu Baggy Patan ape a [ 
eo BN) TH Nee MeN) HO 
ee ee SN A 


un 


sure; 
SY 0 A SSSR ae 
et 6 eee eee 
.) 

(2 
Ee ee 
Do Se 
te ae ESI Se 
EA ae 


Had you been 


Ih 
51 | 
= 
' 
8) sia | 
Se nad 


GhaNeNLy ss eeron 
SS 
eee El 
ee er 
Ell AS ( € SG eee ee 
6 iC Se ES DE NS OTIS OR 
GU Oe ath. nee ena 
Ga) I 
Pa 
me,...... 
—~ | 
(CRU 7 5 SS eee Bee 
Ei LOS Ri Se eed ae ae ee 
ee CEE ET RE Cel A ee 
kind - Se 2) pe ee 
ey Se" ee See 
{4 ea Eid 
| 
a Se ee ee ee 
ES EE a 


Pama a | 
aera 
ncaa ea | 
been 

Las 
a 
[Perea 
aaa 


had...... 


= €el 2 In} 

The OO Ee 
nlf eee 0 ee 
ESSE a eee | 
Gil 2. ee ae a 


|| ! 


[Brie __12N) aN 


——— 
(er sae re] 
FAIT....-..078 YOU 
P(g py 
IEE IEDPLID 
eae - Se 
ra ee 


C54 GT Soe LE 7 ED 
#22 Si Sea 





* The 4 is omitted in the Old Edition. 


ecescces 


a 


\ 
| 


| 
@ 
) v 
iin 


| Ba 
q 


: } 











a iN j 

ie || ns 

~~ TRY * ic 
| Wik \ 
a | i 
' 
‘ll a ; . 
tt hh nH : hs 
1 


4 i aN '. ill 
uh Wy 

‘ | l \ 

i. \\ a al : 

‘ah I 

; | fe 
S WI \ io 

hh Hie 


_ 
ea 
ae 
Saas 
Ig eo 

ATES 1 EE 
ae a 
ae 
aS 
Sars =. 
Sere 
pte et 








SOS 
aa Bs 
Deeg ae 

[Se ee eee 
it Rares 
= ae 
AERIS: 
cos owe ee 
Poros Sere | 
Ea 


aa Bia 
yw Sma 
Ea 
lex  _ 
a er 
aw 
, SS 
a 
= ie eae 
LaSTaee 
eae 
Saree 


(1 
T hy iu ieee i : tk eli] 
Th tleeece ly oe hi ects 
hie TI simmers (paiement UE pil 
fmt 
=. y od | 
6 YY Y Ge) 
le an il i ee _ : 
: , es 1 
{I e & il ‘EN x ‘ E INE 
19 ch ' males i ch pales oule 
ap ee = ie laps 
iY He i Ye 9 IN Bes2 ee ty 






some.... 


eS ee, ees ee 
Ee 7 Re. Se EE ETS 
ayy PATA 8 e < = 
RE ay Te ee 
BI 2S RSs a Se 
B= AIT an a ee OT 
a I 
7 6 
ou saben 


|} —$4-5 

EE SE PEE 
7 6 

heéd...2.5.. 1y 


fli 


i ill 
(UI (I 
at Bay 
Ne __ FN 


Oe 


pEEEse era ca 
eee 
to 





truth, who, 


the 


ll 
=) 
| 
Y) bd | [a0 
i 


' 
~ 
® 

= 


os the A - 


wh 


a 





ATT ieee ee SRR dey hema 


= 


FLAVIA GROWN OLD. 


Rather quick. 








ton still? 


wan 


. via, Why so 


Fla 











ww 


nz a 
ae A 


i Ga i ~ e P a 








ae’, 
ean ° 


sO wan _ton 


why, 


> 
he] 
= 
a 

> 

















fob] 
St 
= il ill 
Aho : a il 
th = 
" é = 
« LU E 1B 
’ = 
s iT TP é m= Mir Ih 
i : 
li = : HN) éb il 
1 po 
Ue L W hl | : 
N i | l ! it 
au ss 
til 5 | = | ll : 
eeSaull s 
LI OS a 
; , 
Tt Hi Ht eect ees 
N 2 i ll 
m2 Tt 
Hee : : il 
o 
5 = 2 lh Q 
5 ill : l 2 lh ail 
I e— 
All : ae UU dl 
8 
: | eA 
\ Eee: AN 
m= tht 1 ne 
| ial y : | 
WO Ne & Oo Nee A 





a ee 






































Piet 





ton 


wan 


i D 


Pie acm 





t if 


Slower. 
_— 





. | 
: | il 
2 ST 





lost as... 

Pa (ee eee a 

fee Re 
Pe 0:2 | 
Ed 

eae ee 
hi a ee 
pt ine eee ea 


lan _ guish — ing..... is 
aes 
Se Ee 





sem _ bled 





Dis 











Geer Pees 

Eee ees 

= ae 

"Ba ET | 
MONG s eee 

yy =. mesial 

}-£ 6 _* 6- 

See RSE 

— Bt 

















. ath ‘ 
: uy * (NR 
i») 
eng idl 
F = al 
5 | a Mi 
; I } 
; r i i 
wT 
* | 
Lagi wD 
= HL 
lhe 
RS @ 
% lke : 
é sé UT : 
aed Nas ; NI = 
Dupe 4s Tiber 
be ron ALS ae ll A 
= uh = Os. Ss 
s ea I if 
i} 
> S Hf “is 
= Ny; § ‘ g 
a] | ; a 
hes _ BN as LS a é 
ae ee 


12 


IIT. 


RISE, MIGHTY MONARCH 


cend 


as 


and.... 


= 
o 
BS 
% 
ae 
3 
= 


migh _ ty 


Rise, 





Mon - arch, and as 


eco 


migh _ ty.. 


VIS@5 00-0. ee eee ee 


Throne,... 


Sc) 


\) | | 
ye 


= 


th oo 
i lela | = 
AR | é 
re € 
[Se N 


your own, 


o 
me 
° 
| 
® 
5) 
S 
3 
+o 
® 
> 
a 
= 
o 
ie 
5 
® 
cS) 
= 
S) 


the Throne; “Tis _yet..... 


_cend 





His6....cs 


oer _thrown; 


- gions are 


_ferandallhis Le 


-Cl 


Lu 


and = as_- cend......... 


Mon - arch 


SOSSSSSS OSES ESS ESSOOSSTSSSH TOSSES OS OS ESOS SESS SESS 


oer_thrown, 


are 


mn 
om 
| 
a 
5°] 
= 
e 
Souq 
& 
1 
om 

Oe 
! 


For Lu 





ai 


Le _ gions are oer - 


isos 


h 


il 


a 


and 


fer 


inl win 


{ 
ull i] 

A 
: ’ 
uh 





14 


Son of...Light, How art thou 


os 
i= 
°o 
= 
— 
N 
= 
Se 


ing, 


morn 


of the 


thrown. Son 








in - 


down, down...... 


-bled head - long 





i 


| 
: 
4 





the 


in _ to 


- bled head - long down 


tum - is 


How art thou 


(II 
ee = 
Hf ig 
; meal. 
\ihd | 
Vea 
A eke. 
lhiaamlllly 
nae il < 
nhl 
ee le 
ay | 
ii | 
ie) 
A le 
lie 
lin TEES 
FE 
By 
ik mei te 
i WL 
lhe | 
linea 
Tl 
Nah MeN 


wae 









Mp Ace cere eel (oe s il a 
: my CT ay em Altea ile 
: e |. dil « ih i . 
: ih $ 
Ua i : 
Hl | HM Sin 
: SN 2 GL UT 2 [lle 
= 27 a 
rs AT. Wideeecaady BI 
: 2 if 
1 
fe 


: “ 

oi , = zs 
Mali 
Wi eT i 
PT] m/l HT fg 
ro 


ic) 
| 
~ 
° 
~ 


ht, in_ 


° 


- bled head-long down, 
nig 


| 
pag 


yz [IS 
ali 
Ale US 
f ) q lh © 
(ell I 


su 
Bes2 nad 


Gea 
—) 
= 
> 
ov 
-T9) 

1 


t 


first 


dun 






16 


IV. 


OUT OF WALLER 


- BANISHED; 


THE SEUE: 


A MINUET. 


= 
i=) 
ad 
® 
> 
i=) 
re 


But to pre _ vent.... the 


lay, 


I 


your feet 


ie fore 


be 


— Way. 


keep a - 


I 


hope _ less love 


- crease of 


sad en — 





17 











ev 


for; 























to 


SOUR «eset 


o 
a) 


known.... 




















bring And 


ey 


does £Oe tc. 


form 


Your 





bleed...... 


wounds 


old 


teeccce 

















18 


WHAT IST TO US. 





who's 


the State, 


Q 
ov 
‘) 
om 
=} 
80 
° 
a 
is 


us 


to 












































af. 








or who’s 


Fa 


out of 











SO 











AG 


fa 

















~ 





Nh 


ly 











Who votes for Pla 


? 


ters, and spies 


nes 


Who are the M 


great? 


i 








Ih 
Z| 





Ke 





19 


who 


or... 


























































































Co i 2 es 






































The World will 
































Buys? 


























Oo 


ric 






















































con _ tend 

















and Fools 




















ohn 











ew as 


SS eee 




















=== 
Po ie a= BES 
(feat 





—_ 
yg 4 





faery ea | ae sea ee 
| a 


my friend, 














Slaves; small things, 








to be 

















ae 
SS 


| ow eg | | 




















#3 


Ky 





7 
#3 


* Original Bass 


IN 


our 


and short.... 


best 


_ble _some at 


trou 


ife’s 


ports... 


serve to sup 


= 
b5 
Plea 





and 
For 























come on 





sing lose, 

















7 gray hairs 











pre -sent Bles 


flies, 
































i 


mo 














who would the pre - sent, 





sure dies, 


who, 














= 
== 









































































































































and 





ill 











= 
5) 
| 


CAN cewcucsscasssasacssnentcsses 





























|] 

=; 
has us suppl 
con _demn 





tions and 














ee ea ae ee 
ied, ied with what to 


hich he... 
eae 
ea 
pl 


to 








pire, w 





eo 
LZ 
7 | 
asus sup 
eee 
Pee ae 
pera] 
Sai 
_ 





teach_es... 





ac 

















[TLL] 

‘ths 
ve tives (NA Ene 

1 
th | t ; 


aa 


Sage ee 


de _nied, -Vir_tue which 
SCOVN coc LL 


and scorn, 


pf 
ogee 
og 
is 


; Pp 
_— 2 
o _ thers 








Poe eres oe not. use? kind Pro-vi.denceh 
scorn....... 
























22 


Rather quick. 























Lime - tree’s 


neath this 


Be 



















































































frag _ rant 


°g 


tree 


Lime - 












































































































































all 


. | 
| 
\\ 
ay 
































toe) 


4 














*C in original. 


23 

















we 


® 
ie] 
° 
= 
~ 


| ne 











T 
ie 


























i Ht 
rs 
poe sul 
i} (eM 
\ 

mei | \te 
hy 

i ll Tl 
| || 





leet a 
We TT) Cf 
bhi ul 

ieee il 





it le 


AN 
UM 








charm - ing, 
aT ae I EER 
poco rit. 
a ea ERTS SE 
eee te So San ee ee = 
imi cee ee 
I RI gE EA 


OP tai be 


tion 

ae 

ier aH 
TT 
aa 
ag 

Sa 

fir ad 


tt I 
pomaii i 
oo) t 
_ ih 
| il | 
. aa 
pA LW * 
lao) 
= |} = 
— I ee 
: | 

WN [PD 

SZ 9 


* The original has a crotchet rest for A inthe Bass, and in the Voice part a dotted minim. 


and 











IM Oe ccceseccees 











may 











Fair, 
love 








is 





she.... 


as 











as 


eocsccvecoce 





me.. 


blest 





be 





charm 
she.... 




















: i 





Se] 
Nes iN 



































: 
mall titer | | ail 
a) 

a a i | c . ° . 
IN : a iN) Hl alll 
iat eee eal bees ail i. 

il il ir) & 
| a | ° te © Cs 
1) A 
! H eee It ih 






































fr tees 
Mid Ee ae 
Lena" Aled eae 
blest...... as 
7 °- & a «@ 
= ‘Be 4 
sy Jem 
Fi 
Coa eee eee 
> Sera at 
Vf 



























8 su tt 
PT] ee 
i 6 pt iil ill 
lee i i ie Hill 
lll tT 
: Nt) 2 . 
: i if | MIN oz. 
4H ah ‘th af ! : | An a mM 
L . | | ‘ a Nl l 
NE iis Me __BN hs TNs theo hee BN) al 


eae ea 
ee 
* This D is omitted in the original, which does not print the repeated passage in full. 


26 


a Oe 


SHEPHERDS: DECK’ YOUR. CROOKS, 






































Lightly. 
(2s ee ——s 
Shep. Seuss 
Sue 




















(a Pena eater eee seer rene = 

















Trt De 



































6 6 car 6 6 656 "676 6 6 6 
“N eo, = 
Sere ee ee eae eee 
7 
. herds deck your Crooks and bring bring ev —- ry sweet and 



















































































| 6 8 os =25 wala Ss 

















= = 


flows 2 . rid thing, andbring ‘ev_’ry sweet ev_’ry sweet and 






























































=e 
ie) 


| Pie G2 | a. a 





mae gg eg OS 





2223 aed 
) 









































#6 


£6 


6 





























sweet...... and flo ~- rid thing; 


’ 


ev_Try 


thing, 














































































































e Bowrs; 


from th 


9 
Bowrs, 


the 


from 


Hon - ey - suck _ les 









































Hon _ ey - 


the Groves, 


























you 


meet, 


to.... 


Use.... 


Where you 


the Bowr, 


-suck _les from 








his C is figured k6 in the Original. 


29 





way 


trew the 


gins s 





Flow’rs. 


\ i 


AN 


| 


SY 
he 


ALTO. 


it, Dam_sels 


BASS. 


| 
oH 
Tod 
lel | il 
il Bi 
Wi il 
a || | | 
waa aa 
al | 
a || il 
TT a 
al | | 
Ful ia 
‘iii | 
Wak il 
ee 
i 
supp bu 
Ne be 




















a 
———— 
ley i 
tA —-_——— 
Ewe, A [ ' ED V 


ig 














trip, trip it, Dam_sels,danceand = sing dance and sing; Trip, trip, 


ee 


trip, trip, trip it, Dam_sels, dance, dance and _— sing, 















































OB = See Fane Aaa aso 
\A7 
Dam_-sels, s Trip, trip, trip, trip, trip it, 




















































































































trip, trip it, Dam_sels, danceand _ sing; Trip, trip, trip, trip, 
a ee i , Ne Se 
—— es pa fo 
\ 
trip, trip, trip it, Dam_sels, dance and sing, Trip; trips-trip: cit. 
oe SI 
Pe ee {+—g———_—__——-# 








A 


trip it, Dam_sels, dance and _ sing; 
























































set 


3 ‘ 


li 


f\ 


dance and 


trip, trip, trip, trip, trip it, ‘dance and sing, 


it, 


trip 


it, Dam_sels, dance and 


trip, trip, trip 


it, 


ip 


trip, trip, tr 





dance the 


ll 
| nit 
ill 


the Ha 


"4 
GS 
F 
FEES SA 
AES 
Le a 
ee 








Esse 
EER 
Dance 
a 
pC 
er’ } 
ees 
AES 
ae ee 
_—— 








f) # 
=’ ar 

CF Ra 
7... 

PCY 

| Gy: # 

ad EF a 
aes 

(aes 5) 


ee os 
PEER ATT SALE E) 
ee eS ee 
HAY .6é02 Sore tieeeennr tee 


trip, trip, trip, trip, 


4 
trip, trip, trip, trip, 
Pee 
LET 
trip, trip, trip, trip, 
trip, trip, trip, trip, 
aT 
Paeoe ad 





pus ee Le 
ames) 
ree 
dance 





Ee 

fie A 

Pa 

fa 

e the 
"er eo) We Se 

haw 
AP \ 
if; 


Ring; 
ae 
Ring; 
ae 
Paes 
Lh 
ip it, 


fone! 
[ss 
trip 
f 
paweemers 
trip 


Sears 
ee ae 
dance the 
ie aves 
ona 
| ae | 
iN RS Snes 
oa 9 
trip, trip, trip, trip, 
cote ee 
Bes Pe a 
[opin ee 
trip, trip, trip, trip, 





ES 
nes 
trip it, 


trip it, 


oO 
— 
— 
o 
= 
i) th 6 oa 
‘lh Es 
/ a=) iI Ore: S 
caf 3 wn 
ee i nee El j 
ees) aah x \) 2 a2 
ee ue Tl ee : 
© lf © i ic) AY 
A | NS a —| $ ~ 
~~ — ~_ 
® 
3 S . 3 Pst 
N& | 5 N| 5 e = 
cE g 3 va J 3 | 
f| 





) FEE a EE ey 
Hay, 
Pua ome 
JORGE Se 
Utes 


tet ue a 
Ae Sue (| 
a Besa Ibs & 





iil! 
| 


WY 





, 


33 


ae 


dance 


and 


the la_dies, like the 


Like 


Ring: 


dance the Hay and dance the 


it, 


trip 


it, dance the Hay and dance the 


trip 





the 


of 


the la _dies 


la_dies, like 


the 


Like 


the spring, 


of 


la_dies 





of the 


la _ dies 


la_dies, like the 


Like the 


iS 
‘il 








BS) See Se) Rae eT SA 
p) 


spring, trip, trip, trip, trip, trip it, trip, trip, trip, trip, 

















like the la — . dies, like the’ Ja) 223 27) Salies- 





spring; trip, trip, trip, trip, trip it, trip, trip, trip, trip, 
































TESS off | 
ad Cee eae) GPs) Paes Se a aaa? 
| en 
























a TR 

FF ee ee es fe ieee ee Se 
i). Bee eee eee ee Eee ee a See GP A A ee eee ES eee { 
QUY SESE "EE >A ” ae TOS Ee ee) GS Se ee eee ee Sed) ! 

trip: ity, trip: at Wikec. eee ees the ladies of the spring. 
@ . eas aan Ee ee ES ee ER Ee Ss | Sa Se eee es Ge ae SI ee 
i... eee ee eee ee eet SER SOS Se A ees DIT ee er eee 
2 FE a ae EID, (PI ae Earl PE ee eee een ime ee MOE OT 

trip,trip, trip,trip,trip it like the la — . dies OL the spring. 
oy kat Tae” ae eer ee ee 

trip it, trip, trip,trip, trip, like the la_dies of the spring. 
{fa a a Ee aeernierseme ° q 

eee eae Cais 

















5 
4 














The OL Lnglish Lodition. 


EDITED BY G. E. P. ARKWRIGHT, 
(Nees this heading is now issued in an accessible form a Series of Works by old English 


Composers. 


Each Volume is accompanied by Introductions and Biographical Notices, with references to 


the Authorities whence information is obtained. 








Tr. Treble. S. Soprano. 


No. XIII. Eight Ballets and Madrigals to Five Voices. 
By THomas WEELKES ey TR. (or S.) TR. (or S.) 
CTs Banas ; abe Complete 6/- net. 


Or ey: — 


. All at once well met, 
fair ladies 

. To shorten Winter's . Sweetheart, arise 
sadness . Give me my heart ... 

. Sweet love, I ‘will no _8. Hark, all ye lovely 
more abuse thee... saints above ... woes 

. Whilst youthful sports 
are lasting ‘ 


. On the plains ete 
trains 6d 


. XIV. Eight Ballets and Madrigals to Five Voices. 
By Tuomas WEELKES eat TR. (or S.) TR. (or S.) 
AGT Rael a of : Complete 6/- net. 


Or paca 


9. Say, dainty dames ... 6d. | 14. Sing, shepherds, after 
Phillis, go take thy | me ie 9d. 
pleasure : ou, | FD. Welcome, swect pleasure 4d. 

. In pride of May weed, | 16: Lady; fears’. my 1cy9 

. Sing we at pleasure ... 6d. | enforced 3 6d 

3. Now is the Bridals of | 
fair Choralis ... Senda | 


No. XV. Eight Ballets and Madrigals to Five Voices 
By Tuomas WEELKES (1598). TR. (or S.) TR. (or S.) 
AST B o eauois Br Complete 6/- net. 


Or separately :— 


17, We shepherds sing ... . Now is my Cloris fresh 
18. llove and have my love as May 3d. 
regarded 1 23. Unto our flocks, sweet 
19. Come, clap thy’ hands. Corolus < 4d. 
(First part.).. 6d. | 24. An Elegy in remem- 
20. Phillis hath “sworn. brance of the Hon, 
(Second part.) in Lord Brough. (To six 
21. Farewell, my joy Voices.) TR. (or S.). 
TR. (or 8.) A.A.T.B. .... 8d. 


No. XVI. Airs and Fantastic Spirits to Three Voices. 
By Tuomas WEELKrS (1608). 5.8.4. (or T.). 
Complete 4/6 net. 
Or separately :— 


. Come, let’s begin ... 2d. 9. Though my carriage be 
. Jockey, thine horn- but careless ... 2d 
pipe’s dull... tod. 10. The ape, the monkey 

. Some men desire spouses3d, and baboon .. 
. ‘To-morrow is the mar- _ 11. No, no, though shrink 
riage day 4 still. ... K 
. Upon a hill the bonny 12. Aye me, alas, heigh ho. 
boy 3d. | (8.8.7. R 
. Come, sirrah Jack, ho . | 13. Late in my rash 
Tan ta ra ran tan tant | accounting ‘; 
. The gods have eye | 14. Four arms, two necks 
my vows BAS 2d. | 15. Lord, when I think ... 


No. XVII. Airs and Fantastic Spirits to Three Voices. 
By Tuomas WeeLKes (1608). s.s.a. (or T.). 
Complete 4/6 net. 


Or separately :— 


5. Say, sweetheart, will . Alas, tarry but one half- 
you love me... = ' hour. 
. I bei ligustrie rose Be . deadly serpents lurk: 
. Strike it up, Tabor ... "e ‘. 
. Ha ha, this world doth , Done il vostro ane ion: 
pass. dasutle The nightingale vee Oe 
Since Robin Hood ‘ 26. Death hath deprived 
21. Fa la la, O now weep . ' mine. $.S. (or A.) T. for 
A.) T.B.B, ata em OCs 


A. Alto. 








T. Tenor. B. Bass. 


No. XVIII. Songs or Airs of Four Parts. 
Pitxineton (1605). TR. (or S.) A.T.B. 
Complete 5/- net. 


By FRANCIS 


Or separately :— 


5. Whither so fast? ... 6d, 
6. Rest, sweet nymphs .,. 4d. 
7. Aye me, she frowns ... 4d. 


1. Now, Peep Bo-Peep... 6d. 
2. My choice is made ... 6d. 
3. Can she disdain sented, 
4, Alas ! fair face Sead 


No. XIX. Songs or Airs of Four Parts. 
PILKINGTON (1605). TR. (or 8.) A.T.B. 
Complete 4/6 net. 


By Francis 


Or separately :— 


. Now let her change .., 4d. 

. Underneath a cypress 
shade Ody 

. Sound wocful plaints 4d. 


. You that pine ra ae 
. Look, mistress mine... 4d. 
. Climb, O heart ! 4d 
4, Thanks, gentle moon 4d. 
No. XX. Songs or Airs of Four Parts. By Irancis 
Pirxrneton (1605). TR. (or 8.) A.T.B. 
Complete 5/- net. 
Or separately :— 

15. I sigh as sure to wear 8d. |} 20. With fragrant flowers 4d. 
16, Down a down ths f 21. Come, come all you ... 4d, 
17. Diaphenia tn ete ” 22, Pavan for Lute and 


18. Beauty sat. Bass, Viol?) <3. w. 4d 
19. Music, dear solace 


No. XXII. Anthems and Motetts. 
Kinsyr, WILBYE, etc. aes 


By Roser Wuire, 
Complete 4/6 net. 


Or separately :-—~ 


1, Ropert Wuirs. The . JOHN WILBYE. Ne 
Lord bless us, a &, Spear th oot (s.T. 
(8.7,.T.B.B.) © .«. rr a, T.B.B.) et 

2. ROBERT WHITE. O | 5, JOHN Witnyn, Homo if 
how glorious, a 5. | natus, a6. (S.S.A.T.T.B.) 6d. 
(S.T.T:B:B.) — ; o - . W. DAMON. | Miserere 

3. GEORGE KIRBYE. nostri, a 5, (S.1.7,B.B.) 6d. 
Jesu look, a 5, 


(8.0.7, 
BBY iiecce cn 


No. XXII. Six Anthems by Joun Mitton. 


- Complete 4/6 net. 
Or.separately :— 


ai rea pon of might. 


; 4. If that a sinner’s sighs. 
(TR.A.T.B.) fue A) 
| 


(TR.TR.A.T.B.) Be 

2 O Teed behold. (TR. . When David heard. 
TR.TR.A.) reporter! O (TR. TR.A.T.B.) 

3. O had I wings. (rr, ; 6. I am the resurrection. 


TR.A.T.B.) = Gy (TR.TR.T.T.B.) Be 69 


No. XXIII. Six Songs by Dr. Jonn Brow, selected from 
the “‘Amphion Anglicus,” 1700. Complete 4/6 net. 
4, The self-banished. 


5. What is’t to us. 
6. Shepherds deck your crooks, 


1. The fair lover and his black | 
mistress, 

2. Flavia grown old. | 

3. Rise, mighty monarch 


No. XXIV. Six Songs by Henry Purce tt, selected 
from the “Orpheus Britannicus.’’ Complete 4/6 net. 
1. Love arms himself in Celia’s 3. I loved fair Celia. 
eyes. 4, Anacreon’s defeat. 


2. Celia. has a thousand 5. 1 see she flies me. 
charms. 6. Sweeter than roses. 


No. XXV. 
JouHN BLow ... Sale re 


Masyue, “Venus and Adonis.” By Dr. 
Complete 15/- net. 


London: Joseph Williams Limited, 32, Great Portland Street, W.1. 
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